This paper draws on research conducted for over a decade on the musical cultures of the New South Wales Far North Coast, as a contribution to debates in geography and popular music studies on the links between music, place and articulations of cultural identities. Patterns of migration and economic restructuring over the last 20 years have transformed the Far North Coast region, with associated changes in the images conjured to describe the region -from those centred on dairying, fishing and sugar harvesting to those of a 'lifestyle' or 'alternative' region, with growth in employment in tourism, recreational services, 'gourmet' agricultural production, culinary delights, homewares retail and the arts. Music has been a constant presence in the region throughout generations, but became much more pronounced after significant counter-urban migrations to the area began in the 1970s. As music emerged as a unique part of the cultural mix of the region, it became much more diverse, was entangled in local politics, and in the transitions and tensions that have surrounded successive waves of new migrants -both domestic and international -to the region. This article discusses music as a social practice within the region that has played a part in shaping and reflecting evolving regional identities; but at the same time, music constitutes a set of activities that unsettle notions of 'boundedness' or 'stable' associations between place identities and music. I begin with debates about the links between music, place and identity, and the extent to which such associations are performative -constituted in an embodied fashion in the process of describing and enacting certain cultural discourses. Two broad trends are outlined here as 'storylines': one focused on constructions of music as 'authentic' that are linked to place identities, the second emphasises mobility of musical languages, and network metaphors for the repetition of musical practices across locations. Interpretations of musical practices on the Far North Coast hold these storylines in tension; one focused on 'fixing' musical practices in place, the other emphasizing the fluidity of 'the region' in a wider musical geography.
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Transforming Cultures eJournal Vol. This article explores the ways that regional identities and economies shift in interlinked ways -and how music both evokes and actively shapes these transitions. I am particularly interested in the co-constitution of 'the cultural' and 'the economic' and how this co-constitution can be traced geographically (see Gibson 2003a, Gibson and Kong 2005) . My perspective is that music does not merely 'reflect' the dynamism of the culture-economy dialectic in the construction of regional identities -as if music, as a form of vernacular culture, was some sort of observable debris left as evidence of regional economic and social change, a 'cultural watermark' created by other more fundamental processes. This view of music -as superorganic form of regional cultural trait or artefact, dominated cultural geography for more than half a century after the Sauerian 'Berkeley school', and is often implied, if not acknowledged, in much cultural studies work on culture and place (see Dunn 2006) . Rather, using an understanding of culture informed by post-structuralist approaches to cultural-economy (Amin and Thrift 2007) I would argue that music embodies and constitutes the dynamism of links between economy and culture (see Connell and Gibson 2003) . Music is a cultural text capable of being deconstructed for representations of place, identity and transforming economy (Kong 1995 , Leyshon et al 1998 . But music is more than mere representation (Cohen 1995 , Wood et al 2007 . Music is a constitutive part of economic and cultural change; it is an industry embedded in places (growing and declining with a mix of microeconomic and demographic factors, which itself contributes to), but also, importantly, as an embodied 'cultural' pursuit through which place identities are performed. By this I mean how music, acting in a more-than-representational way, is central to, and in turn contributes to, the material, embodied, fleshy, emotional, technological and tactile experience of place (Denora 2000 , Smith 2004 .
Such a perspective is useful, because it enables researchers to unsettle the static, 'nested' character of geographical scales (local, national, global etc) . Geographical scales are semantic categories often problematically assumed to have some extant 'reality' (see Marston 2000) . Focusing instead on relations between people, technologies, architectures, physical landscapes and performance acts (whether deliberately 'performative', in the sense of musical performances, or implicitly embodied, as in identity performances) enables observation of how geographical places are constituted and performed in techno-social networks and practices across scales, rather than exist a priori, as 'real' Cartesian spaces (Gorman-Murray et al 2008) . The 'region' is a revealing geographical construct through which to examine this. What matters are the relational connections between people, technologies, physical landscapes and performance acts, and how these create senses of geographical place and scalerather than seeking to locate an 'authentic' quality or essence in music linked to bounded geographical entities. The 'region' is a geographical construct both commonplace and fluidly employed. 'Region' is a word used to describe areas both large and small, from a sub-national or sub-state area (but usually larger than 'the local') through to the multinational (e.g. the 'southeast Asian region'). In Australia, the 'region' often, but not always, refers to a sub-state level geographical area containing patchworks of towns, villages, rural and 'wilderness' areas -often conjoined with 'rural' (as in 'rural and regional areas'). There are official boundary definitions for
Australian regions in statistical and regional economic discourses (bounded by rivers, catchments, or major conurbations). At other times 'regions' are popularly constructed in media and cultural discourse (from football -the Illawarra Dragons rugby league team -to wine region appellations, as in the 'Margaret River region'). How 'the region' is performed (in the sense described above) is then the focus of this paper. The context is music on the NSW Far North Coast.
After living on the NSW Far North Coast in the late 1990s and interviewing extensively within the region's music industry as part of PhD research, annual visits over a decade were made possible by coordinating and running an annual field school subject based in the region. I have since built up what is to my knowledge the largest archive of recorded music from the region (several hundred recordings) and media coverage of the region's music (literally thousands of articles over more than 100 years). I have written already on the music scene's history, economic dimensions and relevance to creative industry research (see Gibson 2002 Gibson , 2003a Gibson , 2003b . In this paper I take a different tack. In light of the above discussion, I overtly tease out from past media, from interviews with musicians, as well as from discussions of material cultural practices and specific recordings, a contrasting set of discussions about the music of the 'region'. The paper is organised around two sometimes contradictory, yet not inconsistent storylines. One is focused on music as a means to coalesce the performance of the 'region', as a cultural and economic identity. The second emphasises mobility, and network metaphors for the exogenous linking of regional musical practices to more distant locations. Interpretations of regional musical practices on the Far North Coast hold these storylines in tension; one focused on 'fixing' musical practices in 'the region', the other unsettling the idea of a coherent musical 'region', and emphasizing instead fluidity in a wider musical geography.
Storyline 1: performing the region
This storyline is about the overt performance of place identities in and through musicin this case, with particular reference to the 'regional' scale. The emergence of musical activities, the growth of scenes, particular songs, artists or repertoires contribute to and reflect the rise of geographical identities, images and mythologies (Mitchell 1996 , Bennett 2000 . Regional identities are a particular example of this; they coagulate through music, through attempts to 'fix' musical practices in Music has been woven throughout this economic, social and political transformation, evident when tracing a brief history of the region's music. In earlier periods of the 20 th century, when the region was reliant on dairy and sugar cane farming, and physically remote via road and rail infrastructure from capital cities, community dance halls made up the bulk of public musical spaces in the region. Pubs closed early, and community and special purpose halls (such as bowling clubs) were the sites of community music, from old-time sequenced dancing, country music sing-a-longs and swing bands to
Hawaiian and Polynesian nights. Country music was also heard throughout the region at annual town shows, community festivals (such as Grafton's long-running Jacaranda covered specific rock venues in certain towns and was 'protected' through unwritten agreements with other promoters (whose territories abutted his). Within his territoryspanning a particular network of pubs from just north of Coffs Harbour to the Queensland border -he enjoyed a monopoly over booking metropolitan touring acts.
Another similar network takes in several of the highest profile live music venues in the region -the major pubs in Byron Bay, Nimbin, Bangalow and Murwillumbah -all owned by a single publican, and managed by booking company Byron Bay Entertainment. In this way, in just the 'pub rock' scene, a particular networked geography of the region's live music spaces is performed and controlled.
In the late 1970s, as economic and demographic change accelerated, a range of new smaller venues, especially in pubs, began to put on local bands, and held disco nights, and more international artists began to be booked at larger venues such as Lismore City Similarly, A 1980s review of Cold Chisel's first tour of the region claimed that 'the band had enjoyed its first Lismore concert and was impressed with the extent of acceptance its music has found in a rural area of limited population' (The Northern Star, 1980:27) . This was certainly surprising, given that Don Walker, songwriter and keyboardist with Cold Chisel, grew up in nearby Grafton. Around this time, recording studios were established in Nimbin (Bush Traks) and in the hills outside Byron Bay (The Music Farm), bringing music production as a new cultural industry (Gibson 2002 A catalytic moment for folk musicians and those of 'alternative' political persuasions was the Aquarius Festival in Nimbin in 1973, the first major 'hippie' festival in Australia, which attracted musicians, artists and students to the area (Hannan 2000 (Hannan , 2002 . Billed as Australia's answer to Woodstock, Aquarius was actually focused primarily on politics and the establishment of alternative ways of living. Albeit very informal and small-scale, music certainly was an important part of the festival.
Information on the music presented at the festival is sketchy, but among the musicians Diversity now defines the region -and its music scenes. Unlike in other places, where place identity and music are seen to be linked by a common style, genre-affiliation or 'sound' (Gill 1993 , McLeay 1994 , Mitchell 1997 , on the Far North Coast there is no unifying regional 'sound'. However, within certain musical communities such claims are frequently made, as bands and commentators seek to 'fix' regional identities in musicological practices. For example, surrounding Southern Cross University's music degree is a discernible jazz/funk scene (in part influenced by the strengths of teachers in that degree); while following in the wake of Grinspoon's national success as a majorlabel band, the muscular hard rock sound was also said by many band members to characterise Lismore; contrasting this is an emphasis on 'ethnic' and 'global' styles at Byron Bay, especially reggae and ensemble percussion sounds (see below). All these claims jostle for discursive space in the region's musical landscape.
If then, there is not a single significant, musicologically-distinctive 'sound' on the Far North Coast, regional identities are certainly buttressed through material musical practices such as live performance, choice of venues, and methods of recording, production, marketing and touring. There was a good scene in the country halls around here. That was greatindependently run dances where the band would put on a dance, sell grog and food. They were pretty wild. The police wouldn't really bother you cause they were way up in the hills. It was quite a golden era of music around here in that scene.
Bahloo were one of the earlier groups from this scene to gain recognition -their 1984
album Living on an Island, recorded at the newly established Music Farm recording studio in the hills inland from Byron Bay, secured national distribution through EMI on LP and cassette. Listening to this album 25 years later, it clearly captures the experimental, hybrid and optimistic nature of the region's cultural outlook at the timeacoustic instruments were combined with electric pianos, moog synthesizers, rock and reggae influences. Lyrics spanned a range of concerns, from upbeat songs intended to get crowds to dance and sing along, through to anti-uranium mining and nuclear war anthems -critical takes on the over-development and rapacious industrial greed of the cities that many counter-cultural migrants had sought to escape by moving to the region. I had become the Psychotic Dance Hall Caller and every time I played my harmonica it was so loud that hallucinations jumped from the floorboards and danced around my feet. The wilder I played, the wilder the dancers danced the dance… at that moment the dance hall, this surreal parade, this painted pageant masquerade, seemed a crazy magic toy shop that I controlled with music (The Psychotic Dance Hall Call, 1998).
A particular version of the region -focused on earthy entertainment, appeals to roots, alternative culture, marijuana (and acid) consumption and a particular architectural space, the community dance hall -was thus created, and literally, performed.
More recently, and again reflecting cultural-economic divisions in the region, local (populated at that time by members of long-term Coorabell farming families) to ban live music (Byron Shire Echo 2008) . In response, a coordinated and active 'save the music' campaign was launched, and a management plan drafted to manage noise. The ban was lifted later in the year after noise management plans were accepted on a trial basis, and a 'gracious' change in personnel for the Hall committee took place (with a new, pro-live music lobby elected unopposed). What was once a highly informal -even radical -site of musical expression, beyond surveillance and regulation, had become a formally accepted, and managed, aspect of the local musical landscape.
Storyline II: the region and exogenous relations
If my first storyline focused on the coalescing and performance of 'the region' through discursive as well as material musical practices, a parallel, if contradictory, geographical storyline threads through the Far North Coast's music regarding relations with outside, exogenous places. This is a storyline in part about hybridising and replicating outside influences, a 'pluralism of musical languages repeat[ing] itself from one community to another' (Straw 1991: 378) and the 'glocalisation' of styles (Mitchell 1996 ). An example of this is how 'world music' styles have become popular in Byron
Bay. As Byron developed wholefood and vegetarian eateries, craft shops, yogic dance, and naturopathic therapies, much of the music produced and performed there also sought to appropriate and adapt elements of a cosmopolitan alternativism, deliberately 'global' in its aspirations . Links to world music are overt, and thus debates about world music's Orientalism, exoticism and 'otherness' are relevant here (Garafalo 1993 , Feld 1994 , Taylor 1997 , Connell and Gibson 2004 by Yeshe Mbira, a self-described 'world nomad' now based in Byron Bay, was described as
Threading the colours of mbira and the Shona spirit through a texture that recalls flamenco and Spanish echoes, didgeridoo, conga and even blues guitar, Yeshe brings together diverse cultures and music with striking compatibility and resonance' (Turner 2005) .
Flyers, CD Covers and website designs for musicians, releases and events emphasised their global significance, while maintaining connections to a whole range of such symbols: Celtic designs, Indian gods, otherworldly images and psychedelic artwork, along with more localised images familiar within Australian tourism campaigns (Waitt 1997 (Waitt , 1999 , including native fauna and Aboriginal designs: promises of wilderness and primitivism for potential backpacker customers.
Beyond genre, musicological and representational concerns, there are also particular forms of 'network sociality' (Wittel 2001 ) that stretch material musical practices beyond the region, connecting musicians, audiences, technologies and touring opportunities. Regional music production, live performance and scene-building all require contextualizing in the wider industry and translocal technological architectures for popular music production and distribution. Through these, a contrasting geography of the region's music is performed.
At the same time that the community hall scene and DIY labels have emphasized localism and grass-roots resistance to corporatisation, the region has also been intermittently incorporated into the various mechanisms established by the international music industry for recording, distributing and performing music. Recording artists from the region with national and international careers include Grinspoon, Diana Ah Naid and dance parties, and as international producers and DJs were drawn to the region.
Conversely, for techno producers, economic survival relied on internationalizing distribution channels, including through internet ordering and heavy use of email between event producers, artists, label directors and DJs. For Paul Chambers, promoter, musician and DJ with the Edgecore label:
We're not going to make it just locally; we're very careful not to just concentrate on even Australia… you've got to have a global point of view, a global outlook, and we're out to try and do well, trying to make it very professional, a quality sound, and on a world scale. That's what we aspire to. music scene -but simultaneously Byron Bay had by this time also come to occupy an iconic set of coordinates in global dance music networks. 'The region' came to occupy another position, in a more transnational, material geography of production and distribution.
Now more fully networked into national and international circuits of production, education, music distribution and touring, the musical landscape of the Far North Coast has come to encompass the full spectrum of styles found in any major metropolitan centre. Even within electronic dance music scenes there are multiple variations and fragments, with lounge nights, breakbeat DJs, house parties, underground doofs, the ever-present trance scene, not to mention the popularity of hip hop, funk, 'new age', dub reggae, 'world' music and jazz in the region. Supplementing musical activities and identity performances that emphasise the region and its 'alternative' cultural ambience are a more diffuse set of economic, technological and subcultural networks linking the region to wider cultural geographies of music.
I have sought to show here the different ways in which 'the region' is performed in music. In a most immediate sense, the region is performed through the material practices of making music, performing, recording and touring within and from this region. Across different scenes -from grass-roots folk to thrash metal and psy-trancethe region is performed musically. This is a textual, representational phenomenon -in songs, in lyrics, in cover art, in representations of regional identities and in claims to regional musical aesthetics. But more so, the region is performed in an embodied, nonrepresentational manner by musicians, as venues are made culturally meaningful spaces through live performance; as a sense of the region as touring territory is carved out (and protected) by promoters; as DIY production embodies regional preferences for 'alternative' cultural-economy, as architectural spaces such as community halls are made sites of musical activity and meaning. There is no 'regional music' of the Far North Coast, no single regional 'sound'; but there is an active set of technological, social and economic networks through which regional music is performed, 'fixed' in relational space, and yet always made geographically fluid.
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